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too often suggests rather an irritable postman than a fateful
summons The effects in Hamlet of kettle-drums, trumpets,
and cannon are most important Observe how they Come
first shortly before the Ghost's ent^y, then once at Hamltt's
first hit in the duel, and again at the close, and also how
at both the beginning and end of the play they ai e associated
with the King's drinking to Hamlet The mam action is
framed by these sounds The trumpets in Measure for
Measure and King Lear should sound a universal judgment
call And so on The mam issue is clear As loi fights and
alarums and shouts - as in Conolanus - they all need cai eful
attention and elaborate orchestration A Shakespearian
tragedy normally ends with fighting The profoundei
middle conflict finds expression and resolution in militaristic
and open opposition Much of the producer's difficulty hei e}
due to swords being no longer associated in the communal
mind with actual danger, can be surtnounted by careful
sound-effects A not too closely ^-defined suggestion of modern
warfare might help
All sound-effects must be carefully interspaced, oiches-
trated, with the words Neither must mteirupt the other
without a pure sequence, you get no waves, no rhythms,
and without rhythms, no variation and definition Stage
thunder is usually either pitifully weak or, if strong^ it
drowns the speeches There is no reason why the tempest in^
King Lear ~ or anywhere else - should not be positively
thunderous The kind of thing I mean you get e\a llently
done in a musical oratorio very often, which is often fai
more Shakespearian and dramatic than the average Shakes-
pearian production You should feel the theatre is coming
down Then let it dwindle, and over it rise Lear's words
Blow, winds, and crack your cheeks1 rage1 blow'
You cataracts and hurricanoes, spout
lTiIl you have drenched our steeples, diown'd the cocks I
More peals of thunder, again curving down as Lear con-
tinues
You sulphurous and thought executing fires